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Illuſtrated with Examples in Notes; 


To which is added, 


An approved Method of TuninG this Inſtrument: 
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EDINBURGH: Printed for Ros. BREMNER, the Aſſigney of Sig. PAsQUALI1, and ſold at his MUSIC-SHOP. 
Where may be had, compoſed by the ſame Author, | 


THOROUGH-BASS Made Eaſy, „:: 4. 47 „ J 
XI ENGLISH-SONGS in Score, — «+ - - - - - - - 71. 6d. 

VI SOLOS for a Violin and Baſs, - - - - - SA. - „ 55. 

XII OVER TURES for French Horns, - - 3 - | - - 3 1640. 


LN. B. At the above Shop may be had GUIT ARS, from Two to Six Guineas.]J 


AVI NG purchaſed the whole muſical Effects of the Author, after his Deceaſe, this Work was found a- 
mongſt them, ready for the Preſs, and is prefented to the Public without any Alteration. It is to be regret- 


ed the ſame cannot be ſaid of the Theory, another Work which he promiſed in his Practice of Thorough-Baſs: I find 
it indeed amongſt his Papers, but not thoroughly digeſted ; yet, unfiniſhed as it is, it would be doing Injuſtice to 
his Memory to ſuppreſs it, as it is full of Principles intirely new; which, tho' he did not live to unfold them ſo 
fully as he intended, may perhaps contribute to render the beautiful Study of Compoſition eaſier and leſs intricate than 
any ever yet thought of. It is therefore propoſed to publiſh this Treatiſe juſt as he left it, 


His fine Overture to PerGoLEsSE's Stabat Mater, with many other valuable Compoſitions, which he left perfect, 
ſhall be printed from time to time, 


R. BREMNER, 
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His Majeſty's Royal Licence. 
By the LORDS JUSTICES. : 


Tho. Cantuar. Hardwicke, C. 
Marlborough, Harrington, 


\ \ 7H EREAS Nicod Paſquali of W:ſtmin/ter Gent, hath by his Petition humbly repreſented to Us, that he hath with great Study, Labour, and Expenee, 

compoſed divers Works, conſiſting of Vocal and Inſtrumental Muſick, and is deſirous to Print the ſame, and apprehending, unleſs he obtain His MajesTY's 

Royal Licence and Protection, other Perſons may be induced to Print and Publiſh the ſaid Works, and fo invade his Property therein, he has moſt humbly. 
prayed Us, to grant him his MaJjzsTY's Royal Licence and Protection, for the ſole printing and publiſhing the above mentioned Works for the Term of Fourteen Years, and 
for prohibiting all and every other Perſon or oinfons: from reprinting, abridging, copying out jn Writing, or publiſhing the ſame, either in the like or any other Size or 
Manner whatſoever, or importing, buying, ſelling, vending, or uttering any Copy or Copies thereof reprinted or written beyond the Seas, We do therefore in His 
MajesTY's Name, by theſe Preſents, ſo far as may be agreeable to the Statute in that Caſe made and provided, grant unto. him the ſaid Njcolz Paſquali, his Executors, 
Adminiſtrators, and Aſſigns, His MajzsTY's Licence, for the ſole printing, writing, and publiſhing the ſaid Works, for the Term of fourteen Years: ſtrictly forbidding all 
His MaJjEgsTY's Subjects, within his MajesTY's Kingdoms and Dominions, to reprint, abridge, copy out in writing for Sale, or pnbliſh the ſame, either in the like, or any 
other volume or Volumes whatſoever, or to import, buy, vend, utter or diſtribute any Copies thereof reprinted or written for ſale beyond the Seas, during the aforeſaid 
Term of fourteeen Years, without the Conſent or Aprobation of the ſaid Nicel> Paſquali, his Heirs, Executors, or Aſſigns, under their Hands and Seals firſt had and obtained, 
as they will anſwer the contrary at their Perils; whereof the Commiſſioners and other Officers of His MajzsTY's Cuſtoms, the Maſter, Wardens, and Company of Stati- 


oners are to take Notice, that due Obedience may be rendered to his Ma Nerd 's Pleaſure herein declared. GIVEN at 6 the fourteenth Dey of June 1750, in the 
twenty fourth Year of His MajesTY's Reign, 


By their Excellencies Command. 
* 5 Ri, Nev. Aldworth, 
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HE kind Reception that my Treatiſe on Thorough-baſs has met with, has encouraged me to publiſh this Work, which 1 
think is wanted rather than the other, as I never could meet with any thing publiſhed on the Subject in any Language. 


+ 


If the prevailing Opinion was true, that every Maſter has his particular way of Fingering, ſuch a Treatiſe as this might perhaps 
be thought needleſs. But I am apt to believe that this Opinion is not well founded: For, certainly, there is only one beſt way of 


doing any Thing; and if it is in this as in every other Affair in Life, which doth not depend upon mere Chance, we may juſtly conclude, 
that all good Maſters muſt agree in one and the ſame way of Fingering. 


The ingenious Mr. Aviſon has expreſſed himſelf in theſe Terms : © However ſtrange it may ſeem to aſſert, that different Performers 
« give the ſame Harpſichord a very different Tone, the Fact is nevertheleſs true, and may be juſtly accounted for,” * | 

The Reaſon of it is this. The good Tone ariſes from the Fulneſs of the Vibration of the Strings ; the indifferent, from the Scantineſs 
of the Vibration on ſome Notes, which breaks the Continuation of the Sound, ſo neceſſary in Vocal and Inſtrumental Performances. We 
are always diſpleaſed when a Singer takes Breath in the middle of a Word, or a Performer on the Violin takes off his Bow in the midſt of 
a gentle Succeſſion of Notes; from this we may conclude, that the holding the Fingers upon the Keys the exact length of the Notes, pro- 
duces the good Tone ; and the taking them off frequently before the Time, occaſions the contrary. 


It was upon theſe Principles that I endeavoured to plan the following Rules. How far I have ſucceeded, the Experience of thoſe who 
will put them in practice muſt ſhew. However, Jam conſcious that there are Paſſages to be found in ſeveral favourite Leſſons for 
the Harpſichord, with ſome of their Notes ſo diſtant from each other, that the Finger of the one muſt be lifted up a conſiderable Time 
before the Finger of the other can be put down. Here indeed the Vibration cannot be continued, and undoubtedly a nice Ear muſt diſco- 


ver a Want; for which Reaſon I would, with all deference, recommend to the future (-mpefers of Leſſons to ſhung#as much as poſlible 
all ſuch Paſſages where the Fulneſs of the Vibration becomes renne 


* Advertiſement before his Harpſichord Sonatas Op, V. * 
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PROPOSALS 
For CHTLBREN, whole Fingers cannot yet reach 
an Octave on common Harpſichords. 
I * 2 


8 tbe Habits we contract in our earlieſt Years, are hard to 
be overcome, eben when mature judgment makes its 
moſt vigorous, effort againſt them; it is here propoſed, that 
Children ſhould be firſt taught on Spinnets made on purpoſe, 
with narrower Keys than uſual; thoſe of the firſt Size to be 
ſo built, that the Sounding an Octave ſhall require no wider 
Stretch than the ſounding a fixth does on an ordinary Harpſi- 
chord, and the ſecond Size no wider than the uſual Seventh. 
So that the firſt Size might ſerve Children till the Age of Seven 
or Eight, and the ſecond Size until the Age of Twelve or 
Thirteen ; then they may be brought to play on the ordinary 
Harpſichords. 


* Trvs they will be taught good Fingering at firſt, and acquire 
a good Habit from their earlieſt Leſſons. Otherwiſe they muſt 
learn their Leſſons with wrong Fingers in their Infancy, and then 
learn them over again with proper Fingers in their riper Years : 
which, perhaps, may not be ſo eaſily done, as it is more than 
probable that a Tincture of bad Fingering will Stick to them 

b as 


4 N 


as long as they live. This laſt Aſſertion I can aver by the Ex- 
perience I have had of ſome of my own Scholars. 


Ir it be objected, That the Tranſition from narrow to wider 
Keys, might give a Child the bad Cuſtom of touching ſome- 
times two Keys with one Finger, or of miſtaking the Keys; 1 
anſwer, That a few Weeks diligent Practice will prevent thoſe 
Evils: Witneſs the manner that we uſe in teaching Children 
to play on the Violin, (which is a more difficult Inſtrument 
than the Harpſichord in point of Fingering); for, firſt, they are 
taught to play on a very little Inſtrument ; then, as they grow, 
a larger one is made uſe of; till the length of their Fi ngers 
enables them to manage a Violin of a common' Size. 


GENERAL 
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GENERAL DIRECTIONS for Beginners. 


I. Tur Elbows of the Performer ſhould be in a Line pa- 
rallel with the Keys of the Inſtrument, or thereabout. 

II. Tun upper Part of the Wriſt, ſhould be in a Line 
pretty much parallel with the higheſt Knuckle of the n 
Finger. 

III. Tur Points of all the Fingers and Thumbs ſhould al- 
ways be held over the Keys, whether they play or reſt, 
which will occaſion the three longeſt Fingers to be ſo bend- 
ed, that the Performer cannot ſee the Nails of them. This 
is the true Poſition of the Fingers. 

IV. Tus Nails ſhould always be kept ſo ſhort as not to 
touch the Keys. 

V. Two or more Notes following one another ſhould never 
be played with one and the ſame Finger, unleſs there is a 
Pauſe or Reſt between them ; or unleſs ſuch Notes happen 
to be upon the ſame Key; as two A's, two B's, Sc. 

VI. No Leſſon ſhould be played quicker than the Eyes 
can follow the Notes; which in general is never ſo quick 
as the Fingers would be ready to play it. | 
VII. In Practiſing a new Leſſon, no Finger when once 
ſet down upon a Key ſhall be moved or lifted up, until 
another Finger is choſen and 15 to be ſet down upon 
the next Key. 
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"THE Flat 
ART of FINGERING 
| THURS. ; 
HARPSICHORD, SPINET and ORGAN. 


HIS Art teaches the Choice of proper Fingers, for 

the ready performing of Harpſichord Leſſons, conſiſting 
of Treble and Baſs, or any other Muſick that ſuits the In- 
ſtrument, though not expreſsly compoſed for it. 


Of fixing the Fi ngers. 


Tur Times can be fixed in ſuch Tunes, or Parts of 
Tunes, as conſiſt only of five conſecutive or following Notes; 
allotting to each Note its reſpective Finger. For Example, 
If the Treble of a Tune contained no more than the five 


Notes following, wiz. C, D, E, F and G, [See Example (1),] 


by applying the Thumb to C, the firſt Finger to D, the ſecond 
to E, the third to F, and the fourth to G; the whole. 
Tune may then be performed with the Fingers fixed in one 


Poſition, without ſhifting the Hand higher or lower; taking 


Care to put down always the fame Finger for the ſame 
Note, as in the PraQtice (2). 


PLATE 1, * Tur 


* 


Tux Fingers of the left Hand are alſo to be managed 
in the ſame Way: only with this Difference, that whereas 
the fixing of the right Hand Fingers is conſidered as riſing 
from the Thumb upward to the fourth Finger.; thoſe of 
the left Hand are conſidered as falling from the Thumb 
downward to the fourth Finger ( 3). Therefore, throughout 
this Treatiſe, whatever Rule is given for the right Hand 
muſt be inverted when applied to the left. 


Tur Leſſon I. is an Inſtance of a Tune which may be 
played with the Fingers fixed in one Poſition throughout the 
whole, without any Occafion of ſhifting the Hands higher or 
lower. Thoſe of the right Hand being fixed on C o, D 1, 


E2,F3, G4; and thoſe of the left Hand on Co, B 1, 
A B44 F 44 | 


N. B. Tux Graces, viz. Beats, Shakes, Turns, turn'd Shakes, 
Appogiatures and Bearings, muſt be played with ſuch Fingers 
as occaſionally fall upon their reſpective Keys, without alter- 
ing the fixed Poſition of the Hand for them; and this muſt 
be carefully obſerved until the Practitioner is Maſter of chuſing 
proper Fingers of himſelf: for then he will be at Liberty 
to deviate from this Rule, as his Genius directs him; which 


will beſt appear in the Article of Graces toward the End of 
the Book. N 


Tux Manner of playing the above Graces is explained at 
(4). 


Ao 
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As it is rare to find Tunes that conſiſt of no more than 
five Notes, we muſt in ſuch Tunes as have a greater Num- 
ber of them, carefully ſingle out thoſe Paſſages, or Pieces of 
the Tune, where five Notes only are made uſe of, in order 
to fix the Fingers to them properly. And this will be done 
by obſerving which of any Parcel of Notes is the higheſt, 
and which is the loweſt, and ſhift the Hand higher or low- 
er, according as every Compaſs of five Notes is placed on 
the Inſtrument. For Example, by examining the firſt Strain 
of the Leſſon II. (in Plate I.) we ſhall find, that in the Treble 
D is the higheſt, and G the loweſt Note; therefore the Fin- 
gers in that Strain are fixed as the ſive Dots at the Beginning 
of that Poſition ſhew, viz. G o, A 1, B a2, C3, D 4. 


AND as the higheſt Note in the Baſs is A, and the loweſt D, 
the Fingers of the left Hand are fixed as marked by the Dots 
at the Beginning, vg. Ao, G1, F2, E z, D4. | 


PART of the ſecond Strain has a new Poſition for both 
Hands, which will appear by examining the Dots at the Be- 
ginning of the Change. And at laſt the Tune ends with 
the ſame Poſition that was uſed in the firſt Strain. 


Tux Leſſon III. (in Plate II.) is ſet down to ſerve for fur- 
ther Practice, in managing the fixed Poſitions of the Fingers a- 
greeable to each Compaſs of five or fewer Notes; for ſome- 
times there muſt be a new Poſition of the Hand. for two or 
three Notes only, as will be ſeen by comparing the Dots with 
the Notes of every Poſition. 


Of 
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Of extending the Fingers. 


Tux Fingers are extended (or ſpread ) when a Paſſage moves 
by Leap inſtead of regular ſucceſſive Notes, and when be- 
twixt the loweſt and the higheſt there are more Notes, than 
the Hand has Fingers between the Thumb and the little Fin- 
ger. For inſtance, if a Paſſage conſiſts of Leaps of Octaves, 
ſuch as from C to C, D to D, &c. it is plain that the Hand, 
when ſpread as in the Example (5), has only three Fingers 
remaining between the Thumb and the little Finger to an- 
ſwer the ſix Notes found between the loweſt and higheſt Note 
of the Leap; which is the Reaſon why it is termed Extenſion. 


OFrT-TIMEs theſe Leaps of Octaves are intermixed with 
two other Notes, which then muſt be played as follows. 


Wur the higheſt of the two additional Notes is a third 
. diſtant from the higheſt Note of the Leap, it is to be played 


with the third Finger; and when it is a fourth, with the 
ſecond Finger. 


As for the loweſt of theſe two additional Notes, it is al- 
ways to be played with the firſt Finger, whether it be a 
third or a fourth diſtant from the Ground-note of the 
Leap. The Example (6) having the two additional Notes 
fingered, will plainly ſhew the Method for each Variation. 
N. B. The Exception at the End of the Example ſerves to 


ſhow, that when the higheſt additional Note happens to be on 


a ſhort Key, it is to be played with a different Finger. - 
| LEAPS 


E 


Lx Ars of Sevenths are played in the fame Way as thoſe 
of Oftaves, vis. Thumb and little Finger, with the ſame 
Rules for the intermediate Notes, when there are any (7). 


Lears of Sixths are moſtly played by the Thumb and 
third Finger, tho' ſometimes they are alſo played by the 
Thumb and little Finger, (as ſhall be found moſt convenient 
for the Hand) but when there is an intermediate Note, they 
are beſt played by the Thumb and little Finger. And then it 
muſt be obſerved, whether the intermediate Note makes a Third 
to the loweſt, or to the higheſt Note of the Leap. In the 
firſt Caſe that Note is to be played with the firſt Finger, in 
the laſt with the ſecond. See Examples for all at (8). 


Remark. It muſt be obſerved, that in the Leap between 
F ſharp and D, inſtead of the Thumb the firſt Finger is uſed. 
This Alteration is occaſioned by the Shortneſs of the Thumb 
in proportion to the other Fingers; for were we to advance 
the Thumb upon a ſhort Key, it would readily diſplace * or 
cramp the reſt of the Fingers; and therefore it is not uſual 
to put it on a ſhort Key in a leſs Leap than that of a Se- 
venth, unleſs in ſuch Leaps where both the higheſt and low- 
eſt Notes happen to be on ſhort Keys. 


Lars of Fifths are performed by the Thumb and third 
Finger. The intermediate Note, when it happens, is always 
to be played by the firſt Finger (9). 

— 


B HERE 


Hrn alſo we ſee, that the Leap between F ſharp and C, 
has the firſt Finger inſtead of the Thumb, in which the o- 
ther Fingers are alſo changed, in order to avoid too great a 
Stretch. 


PLATE II. As 
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As the Leaps for the left Hand are performed by the 
ſame Rules, tho'- inverted, it will be ſufficient to look io the 
Example (10) for a Guide. | 


Tur Leſſon IV. ſerves to put in Practice the moſt uſual 
Leaps in both Baſs and Treble, with their intermediate Notes. 


Of the Manner of chuſing proper Fingers the firſt 
Time of attempting to play a Leſſon. 


Tue eaſieſt Method for a Beginner, in chuſing proper 
Fingers for any new Tune, is, firſt to ſtudy the Fingering of a 
Bar. or two of the Treble, without thinking of the Baſs, then 
to do the ſame to the Baſs that belong to that Part of the 
Treble, and then to play Treble and Baſs together; and in 
that Manner proceed to the End of the Piece. 

IT is a Proof that the Fingers have been well choſen,” if 
the Student, without incommoding the Hand, can hold down 
the Fingers on any two Notes following one another, that 
do not exceed an Octave ; if this cannot be done with Eaſe, 
then the Fingers have not been properly choſen, and the 
Student muſt chuſe them ancw. 


N. B. Litle ealy Minuets or Gavottes in natural Keys, are 
beſt for Scholars” to begin with, 


Bur as it is difficult for a Beginner to diſtinguiſh, at firſt, 
the fixed Poſitions from the Extenſions, the Leſſon V, (in 


Plate 


Plate IV.) 1s pur poiciy calculated tor iis obſervation ;'in which 
all the Notes that follows the ive Dots : I 
long to ſome fixed Poſition, as far as the under Line reaches; 
and thoſe that are not incloſed by Dots are underſtood to 
belong chiefly to the Rules of Extenſion. For the greater 
eale of the Learner the firſt Note of every fixed Foſition, 


and ſome Notes here and there in the Extenſions, are fin- 
gered. 


REMARK I. There are two material Things which muſt 
be taken Notice of in this Leſſon. The it is, That there 
happens now and then one Note between two Poſitions, 
which ſtands as it were by itſelf, ſuch is the F in the ſe- 
cond Bar of the Baſs; the C in the ſeventh Bar of the 
Treble, Ge. Alſo the D and C in the third Bar of 
the Treble may be conſidered as Notes of the ſame 


kind. Theſe Notes muſt be played with ſuch Fingers as 


can beſt be ſpared, or that tend to lead the hand from 
one Poſition to another, without jumping too much, 


II. Wurx the higheſt Note of a fixed Poſition in the 
Treble, happens to be on a ſhort Key, and is preceded 
or followed by the Note upon the long Key below it, it 
muſt be played with the third Finger inſtead. of the fourth, 
(provided the Mufick will allow it), that Finger being 


more proper than the little Finger for a ſhort Key on ac- 
count of its Length. 


TRR 


190 


Tur flat B's in the Seventh, Fourteenth, and Nineteenth 
Bars of the Treble are Examples of this Rule; and par- 
ticularly the Fifteenth and Nineteenth Bars ſhew plainly, 
that, in order to adhere to it, a Paſſage is there played with 
two different fixed Poſitions, which, if the little Finger had 
been made uſe of inſtead of the third, the whole Paſſage 
might have been played with one Poſition. 

Tux Baſs is ſubject to the ſame Rule when its loweſt 
Note happens to be on a ſhort Key; provided all other cir- 
cumſtances agree in the Reverſion, 


Contracting the Fingers. 


To underſtand what is meant by Contraction, we muſt 
ſuppoſe. a Paſſage conſiſting chiefly, of conſecutive or follow- 


ing Notes exceeding the Compaſs of five, for which two 


fixed Poſitions of the Hand are neceflary. If ſuch a Paſ- 
ſage is Fingered as at (11), (which Method would naturally 
occur to a Beginner, if he- played as many Notes as he 
could in one Poſition before he looked for another) it is ob- 
vious, that in the Tranſition from one Poſition to the other, 
the Finger of the laſt Note of the firſt Poſition muſt be lift- 
ed from the Key before the full Time of the Note be ex- 
pired, - in order to get the hand ſhifted to the firſt Note of 
the ſecond Poſition when the exact Time requires it. So 
that inſtead of giving an equal Length to each Note as the 

C Muſick 


10 


Muſick demands, the Paſſage would be played, in fact, as 
if it had been written like the Example (12). But if the 
Advantage is taken at that D which breaks the regular de- 
ſcent of the Notes, and the ſecond Poſition is begun by 


that Note as is ſhewn by the Example (13), then e- 


very Note will be held caſily its full Time, and of 
conſequence the Muſick will be expreſſed as it is written. 
The Contraction then happening betwixt the laſt Note of 
the firſt Poſition and the firſt Note of the ſecond ; obſerving, 
that the one is played by the Thumb and the other by 


the little Finger; which contracts, as it were, the ü 
Space betwixt theſe two Fingers. 


The careful Oblovation of fich Notes ao Break the conti- 
nuance of regular Paſſages, either riſing or falling, will (by 
uſing the Contraction to them) furniſh the trueſt and beſt 
fixed and extended Poſitions in moſt Caſes, 


And, as an Example at large of this Rule, let us peruſe _ 
the Leſſon VI, which having the firſt and laſt Note of moſt. 
Poſitions Fingered, ſhews clearly the Contractions. 
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Of the natural Places for the Thumb. 


In Paſſages which contain more than five following! Notes 
riſing or falling in an uninterrupted Succeſſion, as there is no 
Poſſibility of contracting the Fingers for want of a Note to 
break their regular Continuance, a proper Method of ſhifting 
the Hand higher or lower can only be derived from the 
right Management of the Thumb Example (14), where, if 
it were to be fingered as there marked, it would be liable 
to the Objections we explained at the Example (12), Plate IV. 
And therefore, to have every Note of an equal Length, the 
ſeven Notes of this Example muſt be divided into two fixed 
Poſitions, viz. three in one and four in the other, and then 
by the Thumb paſſing under the reſt of the Fingers in a- 
ſcending, and the Fingers paſſing over the Thumb in de- 
ſcending, the full Time may be given to every Note (15). 


InDEED it would not have been material if the firſt Poſi- 
tion had contained four Notes, and the ſecond three, as no 
ſhort Key intervenes; but I have preferred this Way of pla- 
eing the Thumb in a batural Key, becauſe it beſt agrees 
with the general Rules for the other Keys with Sharps and 
with Flats, as will be ſeen in the. following Example. 


A 
Tur Example (16) ſhews the natural Places of the Thumb 
for all ſuch Paſſages as proceed by ſucceſſive Notes, having 
from one to four Sharps, or from one to four Flats at the 
Cliff, which is more fully exemplified by the Leſſon VII. 


4 


: Remarks 
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©, 9 Reni on Leſſon VII. 


Mp, By examining the Treble of all the Scales in this Leſ- 
ſon, where Sharps or Flats- are introduced, it will be found, 
chat the long or natural Keys above thoſe” Sharps or Flats, 
(or, in other Words, ſhort Keys) are the proper Notes where- 
on to place the Thumb. As for Example, In the zd Scale F 
and C are ſharp; then G and D, being the long or natu- 
ral Keys immediately above thoſe ſhort Keys, are the Places 
marked for the Thumb. Again, in the 7th Scale B and E 
are flat, by which the Places for the Thumb are C and F. 
On the contrary, the Thumb of the left Hand is applied to 
the long Keys immediately below the ſhort Keys, as may be 
ſeen by e the Baſſes of theſe two Scales formerly men- 


tioned. 


Tux above general Rule of placing the Right-hand Thumb 
Sto the Right of the ſhort Keys, and the Thumb of the left 
Hand to the Left, muſt be particularly attended to, as it 
will be of the greateſt Conſequence in moſt caſes; but more 
eſpecially - in ſuch een move by regular ſuocefiive Notes. 


2d, Wren a Scale Weins with one or two Notes be- 
fore the Note to which the Thumb is marked comes in, 
the neareſt Fingers to the Thumb ſhould be der See 
zich, 8th, and e Scales. | | 
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728011. urther Directions for the Thumb. 


Tux natural Places of the Thumb ought the rather to 
be well remembered, as they will be a more general Guide 
than any of the other Rules. And as a Proof of their exten- 
five Uſe, let us obſerve the Leſſons VIII. and IX. in which 
all the Notes that are to be played with the Thumb. are 
marked, by which the Practitioner will have little Difficulty 
in finding proper Fingers for the other Notes. 


. . Remarks on this Rule. 


Every accidental Sharp or Flat added or taken away in 
the Courſe of a Leſſon, changes one of the Places of the 
Thumb, ſo long as this accidental Alteration continues. 
For Example, If a Leſſon has only F ſharp at the Cliff, 
then the Places for the Thumb of the right Hand will be 
on G and C; but if in the Courſe of the Movement, a 
Sharp is accidentally added to C, then the Thumb will be 
placed on D and G; and when the accidental Sharp on C 


ceaſes, the Thumb is to be re-inſtated on its own Original 
C again, - -*- 


. THEsE. accidental Sharps or Flats generally follow one 
another in their natural Progreſſion, as is ſhown in the 
Example (17); when that Progreſſion is altered, as for 
inſtance, if after the firſt and ſecond Sharp, the fourth 
or fifth ſhould accidentally come in, inſtead of the Third 


D then 
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then we muſt adhere to our general Rule, vis. That the 
Thumb of the right Hand ſhould always be placed to the 


right of a ſhort Key, and that of the left Hand to the 
left. | 


Axp whereas theſe Irregularities in the Progreſſion of 
Sharps and Flats, are very numerous in modern Muſic, the 
greater Attention muſt be paid to this general Rule. 


| InsTANCEs of the Sharps not following their natural Pro- 


greſſion are found in the Leſſon VIII. whenever A has an ac- 
cidental Sharp before it. 


In Leſſon IX. (Plate VIII.) as the Thumb is ſometimes in- 
troduced out of its natural Place, in order to prepare the 


Hand for a Shake, it is neceſſary here to explain the Rea- 
ton. | 


IT was recommended at the Beginning of this - Treatiſe, 
that a Learner ſhould always ſhake, turn, &c. with ſuch Fin- 
gers as the Pofition of the Hand allowed him. But now, 
that he is further advanced, it will be neceſſary for him to ob- 
ſerve the following general Rule, vis. That whatever Note 
has a Shake or a Turn, ſhould be played with the ſecond * 
Finger preferable to any other ; theſe two Graces anſwer- 


: ing beſt near that Finger. But here we .muft take Notice, 

4 that if the Thumb was not to be introduced immediately be- 
fore the Note that is to be graced, we would oft-times be 

: obliged 


RI WY 


obliged to quit the Key of the Note before the Grace, in the 
ſame Manner as has been complained of concerning the Ex- 
ample (12), Plate IV. Therefore, whenever the Thumb doth 
not naturally precede a Grace in a deſcending Progreſſion of 
Notes, and when the Note graced cannot be played without 
quitting the Key of the Note before it ſooner than its full 
Time requires, the Thumb is to be brought in by the Rule 
of Contraction, as is to be ſeen in the Example (18), where- 
in three Paſſages are fingered in the upper Line, as they 
ſhould be played in their natural Way, without Graces, 
and in the under Line the ſame Paſſages are fingered with 
the Cohtraction introducing the Graces by the Thumb. 


IT remains to be obſerved, that in Paſſages of harmonick 
Leaps or Scales, the Places for the Thumb frequently dif- 
fer from what has been hitherto ſhewn ; for which Rea- 
ſon let the Scholar peruſe the Leſſon X. Plate VIII. from 
whence he will ſooner learn the Method than by the Varie- 
ty of Rules that would be neceſſary to be written down for 
that Purpoſe. As likewiſe let him obſerve the Example 
(19) with Flats. | 
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Of the Way of Fingering ſome common Y . 


Turxꝝ being ſome common Paſſages by way of Scales, 


which are generally Fingered in a particular Manner (for 
the greater Convenience of the Hand) I thought fit to ſet 


them down both with -Sharps and with Flats at (20), where 


the Scholar may eaſily” learn the Method. 


The Manner of Playing . Succeſſions of Thirds with | 


the right Hand. 


Wurx Paſlages for the right Hand move in Thirds, they 
muſt be played as much as poſſible with ſuch Fingers as are 
marked in Leſſon XI; obſerving that the Fingers agree in 
the following double Progreſſion, viz. Thumb and ſecond 
Finger; firſt and third Finger; and ſecond and fourth Fing- 
cr. However we muſt obſerve, that when a ſhort Key 
happens in the Place belonging to the Thumb, the firſt 
Finger is uſed inſtead of the Thumb; though that accident- 


al Alteration muſt not affect the Regularity of the Fi * 


that follow. 


The © and F Sharps in the firſt and third Bars of the 


ſecond Strain are Inſtances of it. 


N. B. Wurx the ſecond Finger plays along with 
the Thumb, or- the third Finger along with the firſt, 
PLATE IX. E the 
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the higheſt Finger may be graged with a Shake or Turn, 
without incommoding the Hand. And the ſtudibus Practi- 
titioner may even find natural Graces to the othe 
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Of improving on the Rules. 


By this Time it muſt be obvious to the diligent Learner, 
that the whole Drift of the foregoing Rules is to enable us 
to keep the Fingers down upon the Keys the entire Length 
of the Notes; of the Neceſſity of which a little Experience 


will convince us, nor Will, the Rules for that Purpoſe ſeem 


too intricate, if we conſider, that when Paſſages do not ex- 
ceed the Compaſs of five Notes, they are played in one fix- 
ed Poſition of the Hand; and when they exceed that num- 
ber, by extending or ſpreading the Fingers, any Leap no 
greater than the Octave may be eaſily played, and its inter- 
mediate Notes, when, any, with fach Fingers as are in the 
Center of the Hand, That when' there is found in a riſing 
or falling Progreſſion or Scale of Notes, but one ſingle Note 
which breaks the Continuation, by contracting the Fingers 


upon that Note we will be enabled to play them all, with- 


out quitting the Key of any Note before its Time. And 
that when we have not the Advantage of a Reſt, we muſt 
have recourſe to the Thumb, which. while it is playing will 
give ſufficient Leiſure, by its Shortneſs, to the other Fin- 
gers to paſs over it in deſcending, or whilſt the other Fin- 
gers are playing, it will eaſily paſs under them in aſcending ; 
and that its natural Place, in ſuch Keys as abound in Sharps 
or Flats, is always at the right of a ſhort Key for the 
Treble, and at the left of a ſhort Key for the Baſs; 
and in a natural Key its Place happens twice within the 
Compaſs of an Octave, viz. at the unequal: Diſtance of 


three 


+ 20, ] 


three and four Notes alternately. | Theſe Rules, I ſay, are 
neither too "intricate to be underſtood, ' nor too many to be 
remembered ; but when they are perfectly underſtood, till 
there is Room for the Genius of the Performer to improve 
upon them, by altering now and then a Finger with a 
View to avoid any uncouth Stretch of the Fingers, or to in- 
troduce a Grace, or a Chord. For which Purpoſe 
obſerve the Leſſon XII. where the fame Paſſages are 
Fingered various Ways for different Reaſons, which'- will 
plainly appear by taking Notice of the Movement of the 


Notes or Paſſages that precede or follow thoſe Fingered 
Places. 


Of applying common Graces. 


Some may perhaps think that the frequent Application of 
Graces would be an Hindrance to the Propriety of Finger- 
ing; but inſtead of that it is found to be a great Help to 
it, by affording Opportunities of changing the Finger on the 
ſame Note in the Body of the Grace, and thereby often 
prepares the true Poſition for what follows. 


Tur Leſſon XIII. is calculated both for ſhewing the Ap- 
plication of the aforeſaid Graces, and the Manner of chan- 


ging the Finger in the) Body of the Graces when nee: 
ful. 
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ObjeFions againſt playing Fugue, in three or four 
| Parts on the Harpſichord. 


Tuis is a Kind of playing that forty Years ago was much 
more in Vogue than it is at preſent ; but, as it has ſtill ſome 
Partizans, it is neceſſary here to examine its Nature, in or- 
der to form a Judgment, whether it is fit for a Harpſichord 
or not. 


Ir has been ir this Freatifd all along endeavoured to de- 
'monſtrate, that if the Vibration of one String ceaſes ſome time 
before the Vibration of another begins, in ſome one of the 
Notes of a continued Paſſage, it will not only cauſe an in- 
different Tone to come from the Inſtrument; but the Mu- 
ſick then will not be played as it is written. Now if we 
allow theſe Premiſſes, it follows, that many Paſſages in Fugues 
and other Compoſitions in three or four Parts, cannot be 
played on the Harpſichord, neither as they are written, nor 
with a good Tone. And as a Proof of this Aſſertion, let 
us obſerve Part of the Fugue in the fourth Suit of Mr. 
Handel's firſt Sett of Leſſons, [printed by J. WalfhJ begin- 
ning: at the 32d Bar; ſee (21), in which we ſhall find not 
only that it is impoſſible to hold every Note its full Length, 
according to the paſt Rules, as it does not admit of a Re- 
gularity of Fingers; but alſo by the too great Nearneſs, of 
the Parts, the Ear will confound the Paſſages of one Part 
with thoſe of another, and often reduce the Effect of four 
Parts to that of two. And when it ſo happens, that the 

F Muſick 
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Muſick is ſo much interwoven, that the Ear cannot reduce 
it to two Parts, then it has often the Effect of meer Tho- 
rough-baſs. 


Many Muſick-maſters have never thought of this Defect, 
becauſe while they play, or hear a Fugue played, they gene- 
rally look upon the Book, and their Imagination fills up all 
the Deficiencies of the Performance: But it is not fo with 
the unſkilled Perſon that hears it at a Diſtance; for ſuch a 
one has nothing to liſten to but the Effect, and when that 
is defective, then he muſt be diſpleaſed rather than enter- 
tained, | 


As a Proof of the Effect that many Paſſages in Leſſons of 
this Kind muſt have, let the Hearer turn his Back to the 
Performer, and liſten to the ſame Piece of the Fugue above- 
mentioned, played once in the four Parts, and again played as 
marked at (22), which is exactly as the Ear reduces it, and 
he will find a great Difficulty in diſtinguiſhing one from the 
other; unleſs he be directed by the Tone of the Inſtrument, 
which undoubtedly will be better in the laſt Way than in the 
firſt, as the Vibrations of the Strings will be leſs interrupted 
by the better Application of Fingers. | 


As a further Proof that when two Parts are too near 
each other, the Ear reduces the Effect of two into that of 
one, let us play the Example (23) with two Hands, and 


then play 'the ſame Example reduced to one Part, only with, 
| one 
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one Hand at (24), and unleſs we have Recourſe to our Ima- 
gination, the Ear will not find any ſenſible Difference between 


them. 


Bur if, by lowering the under Part an Octave, we put 
theſe two Parts at a greater Diſtance, and play it as at (25), 
then the Effet of two Parts will be ſurely felt. 


Urox the whole, I really believe, that Paſſages with com- 
plicated Parts in the Manner above mentioned, are not natu- 
ral for the Inſtrument, and therefore ought to be avoided as 
much as poſſible; witneſs Mr. Handel's Conduct in this Par- 
ticular: For when he compoſed the above quoted Suits of 
Leſſons, he was a young Man, and, in all Probability, fol- 
lowed the then reigning Taſte in his Compoſitions, without 
reflecting any further; but when Experience ſhewed him the 
true Power of the Harpſichord, in a maturer Time of Life, 
he has publiſhed his celebrated firſt fix Concerto's for the 
Organ or Harpſichord, in which it is worth obſerving, that 
he has put only one Fugue amongſt them all; tho' he is, 
in my Opinion, one of the beſt Compoſers of Fugues that 
ever exiſted, and himſelf very fond of introducing them in 
all his Works. And mark, that in this very Fugue there 
are not Paſſages enough compoſed in three” Parts, diſperſed 
here and there in the Solos of the Harpſichord, that would 
make up five Bars together. All the reſt being compoſed in 


two Parts only. 


THrst 
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Turst fix Concertos, in my Opinion f excepting ſome fe 
ſhort flow Movements entirely calculated for the Organ ] are 
compoſed in the true Stile of the Harpſichord, and when play- 
ed according to the above Rules, the Vibration of the Strings 
is ſeldom or never interrupted. 


SINCE I am on this Point, I cannot forbear taking No- 
tice of Deminico Alberti's Leſſons for the Harpſichord, ¶ who 
played and underſtood the true Power of the Inſtrument to 
the higheſt Perfection j in which Leſſons the Vibration is ne- 
ver loſt throughout ſuch Movements as are of his own com- 
poling. For there are ſeveral Movements printed in that 
Work, that were added by Signor Jogzi, a Singer, and the 
firſt Publiſher of theſe Leſſons. 6 


THE following are the additional Movements, and not 
compoſed by Alberti. 


I. — 2d Movement. 1 ©84 
III. — — 24 Movement. 
In IV. — — 2d Movement. 
Sonata | VI. — — 2d Movement. 
VII. — — the whole Sas. 


VIII. _ 3 2d Movement. 


Tur Reaſon, I imagine, that Signor Jozzz7 had for adding 
' theſe Movements, was to conform the Work to the preſent 
Taſte of the Engliſb, who are fond that all Harpſichord Leſ- 
ſons ſhould end with a Minuet, Gavotte, Gigue, Ec. tho 

they 
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they had better been wanted, as the Difference in point of 
Stile and Beauty is rather too great between the Original and 


the Additions. 


Were I to examine moſt of the printed Collections of 
Leſſons for the Harpſichord, I doubt not that I ſhould find 
amongſt them ſeveral of different Compoſers no way infe- 
rior to theſe for Exactneſs in the Point in queſtion ; but 
I am ſatisfied to have endeavoured to prove by the Works 
of theſe two celebrated Maſters, the Neceſſity there is of 
compoling for, and playing on the Harpfichord, in ſuch a 
Manner as that the Fulneſs of the Vibration may not be loſt, 


of 
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Of the different Touches. 


As I would not conclude this Work without communi- 
cating to the Learner all I know of the Power of the Harp- 
ſichord, I thought proper to inſert in it its various Touches, 
which, when judiciouſly applied, muſt greatly contribute to 


the different Exprefſions ſo neceſſary in many muſical Per- 
formances. 4 


THrrst Touches are five in Number, 


vig. Legato, — — Tied or equal. 
Staccato, — — Diſtinct or pointed. 
Sdrucciolato, — Sliding. 
Staccatiſimo, — — Very diſtinct or pointed. 
Tremolato, — — Quavering. 


Tur Lega'o is the Touch that this Treatiſe endeavours to 
teach, being a general Touch fit for almoſt all Kinds of Paſ- 
ſages, and by which the Vibration of the Strings are made 
perfect in every Note. 


Tur Staccato is expreſſed by purpoſely lifting up the Fin- 
gers ſooner than the Length of the Notes require, in or- 
der to give a certain Diſtinction to ſome particular Paſſages, 


by way of Contraſt to the Legato; but, in my Opinion, it 1s 
to be uſed ſeldom, and only when a good Effect is expected 
from it. : 
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Tux Sdrucciolato is never uſed but in Scales of natural 
Notes, without any ſhort Keys interfering betwixt them, And 
it is performed by fliding the Nail of the Fore- finger over the 
Keys in aſcending, or the Nail of the Thumb in deſcending. 
It is recommended here only as a Whym, which, if applied 
in a Leſſon of Humour, may afford a pleaſing Variety. 


As is likewiſe the Staccatiſimo, which being played by ſtri- 
king every ſucceſſive Key with the Point of one and the ſame 
Finger, [ generally the firſt } makes a great Contraſt with the 
Sdrucciolato, being, as it were, a Caricature of the fine Contraſt 


that is found between the Legato and the Szaccalo. 


Tur Tremolato is played by touching the ſame Key with 


; three different Fingers, one after the other, vis. 3d, 2d, and 


1ſt Fingers, as quick as the Quill which ſtrikes the String 
will permit. This Touch is alſo whimſical, 


In the Leſſon XIV. all theſe Touches are uſed, S-. ſigni- 
fies Staccato; Sdr. Sdrucciolato; Sto. Staccatiſimo; and Trem. 
Tremolato, All thoſe Paſſages that have none of theſe Marks 
muſt be played Legato, i. e. in the uſual Way. 


Concluſion. 


Tun Fancy of Compoſers is unbounded, and their ſeek- 
ing continually after Novelty, occaſions great Variety in their 


Works; I therefore ſhould not be ſurpriſed if many Paſſages 
ſhould. 


— 
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ſhould be met with in Muſic compoſed for this Inſtrument 
that muſt be fingered differently from the Rules I have laid 
down ; but even in that Caſe, this Treatiſe muſt ſtill have 
the good Effect to furniſh the Practitioner a Method of think- 
ing; ſo that he ſhould leave nothing to Chance, but always 
chooſe his Fingers from the Dictates of his Reaſon and Taſte, 
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